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Between Sarah Herda and Terence Gower 


This is an excerpt from a conversation between outgo- 
ing Storefront director Sarah Herda and current exhib- 
iting artist Terence Gower. For a full transcript of this 
conversation, in which Herda discusses her tenure at 
the Storefront, please visit the Storefront website. 


Sarah: How does Ciudad Moderna, the project 
we’re showing here at Storefront, fit into the body 
of work you've created in and about Mexico? 


ABOVE and RIGHT: Stills from Ciudad Moderna, 2004 


Terence: This piece started as a commission from 
Mexico City’s media museum, Laboratorio Arte 
Alameda. | had already been producing work in 
Mexico for 12 years, and was working with Mexi- 
can magazines and architectural monographs 
from the 1950s and 60s as source material. With 
the Laboratorio project, | started extending that 
kind of analysis to narrative films. The museum 
and | started assembling other projects | had 
done on Mexican Modernism, and finally, last 


summer, opened a ten-installation exhibition. 
The dialogue between works was fantastic. | 
showed a series of works that ran the gamut 
of architectural representation: narrative film to 
documentary films to books, to the photo mural, 
to the model... almost a process of exhausting 
these many strategies of representation. 


S: In another piece from this body of work, your 
video The Polytechnic, you basically turned a 
book into a movie, and with Ciudad Moderna, 
you turned a movie into something like a book 
of images. Throughout the video you freeze on 
a frame, and by removing all of the traces of the 
narrative film, create still images which never ex- 
isted. They’re almost burned in a disconcerting 
way into my memory as these iconic, modernist 
architectural images. 


T: ...which actually never existed as photographs. 


word! Yikes. 


We, in the art and architecture worlds are used 
to thinking about the utopian period of Modern- 
ism in the 1950s and 60s. You could almost say 
it’s become fashionable. But it seems for the gen- 
eral public that went to my show, it wasn’t really 
something they were used to thinking about. The 
responses | was getting were quite revelatory: 
“Wow, I’d never thought of that, it was an incred- 
ible period...”, “Mexico really was advancing, now 
look at us, what a disaster.” In 1968 the fantasy 


fell apart. There were student protests, a terrible 
student massacre, the population explosion within 
Mexico City. The planning fell apart. But up until 
then | think there was a sense that things were 
being held together, a sense of progress. | don’t 
think it was just government propaganda, | think it 
was within the popular imagination as well. If you 
read the books and look at the films from the pe- 
riod, you see that it was part of a public ideology. 


So | hope this body of work conveys that. | think 
it comes through in the video Ciudad Moderna. 
And | think it comes across even stronger when 
you see the work together. | was excited to see 
that, and | think it had a positive effect. | started 
to think, maybe we could look for models in this 
period which can have some relevance to us 
now—that go beyond just structural models. 
Spiritual models? Spiritual is the wrong kind of 


There are often larger formal games in my work, 
and one of them would be the kind of symmetry —_§: There is something very powerful about this 
which occurs between those two videos. In The period and a reason that people are drawn to it. 

Polytechnic, released last year, all the imagery in 
the video is taken from a single book, published 
on the Mexico City Polytechnic in 1964. In The 
Polytechnic |’m animating still images. The op- 
posite happens in Ciudad Moderna, where I’m 
taking the animation out of moving images and 
creating these stills that read like architectural 
photographs. | specifically chose scenes that fea- __ §: The work you’ve been talking about is primarily 
tured the architecture like iconographic Modernist the body of work done in Mexico about Mexican 
architectural photographs. Imined those moments, 
those frames, from the film, and put them out going now? 
there as stills. These “photographs” could almost 
have been taken by Armando Salas Portugal 
(Barragan’s photographer). Watching the video 
is a bit like watching a Russ Meyer sex comedy 
being interrupted by an architectural slide show. 


T: Utopianism is seductive. | think it’s something 
we’ve lost in society. We live in very cynical times, 
hence this obsession with utopias. Perhaps it’s a 
return to a belief in imagination, in the sense that 
we’ve got to imagine a better alternative before it 
can actually be achieved. 


Modernist architecture. Where do you see that 


T: The Mexican project is continuing: I’m currently 
working on a project about the huge Mexico City 
housing project—Tlaltelolco—built in the early 
1960s. But I’m also starting research and docu- 
mentation for a couple of projects on the United 


S: What | also think is interesting is what this his- 
torical moment meant in the context of Mexico. 
This was a pivotal moment, a kind of tipping point 
between first and third worlds for Mexico in terms 
of development. There were different paths to the 
future depending on how Modernism played out. 


T: In this larger body of work on Mexican Modern- 
ism I’m working with period images; contempo- 
rary images from the 1950s and 60s. I’m looking at 
these things formally, but I’m also looking at them 
as some kind of conduit, maybe they’re com- 


municating a little bit of the ideology of the time 
as well. The architecture depicted in the images 
certainly communicates this, but so do the forms 
of representation, the camera angles, etc. I’m 
interested in this huge, government-sponsored 
project of bringing Mexico out of the Third World 
and into the First—“Let’s all work together” —that 
sense of post-revolutionary optimism and pos- 
sibility running from the 1930s through the 60s. 
This, of course, went hand in hand with all sorts of 
government corruption, but | would say there was 
quite an amazing sense of optimism then. You 
get this sense looking at some of the film material 
from the period, or still images. The optimism of 
the period was kind of infectious for the audience 
that went to see the Arte Alameda show where 
this whole body of work was brought together. 


States in that same period. In a year or so I’ll start 
a project on mid-20th Century Canada, as that’s 
where I’m from. For my U.S. project I’m research- 
ing public school design and construction in New 
York City. Something I’ve always been fascinated 
with, living here in New York, is this critical mass 
of good design found in the New York Public 
Schools built in the 1950s and 60s. I’m analyzing 


what kind of ideology produced that focus on 
good design. I’ve spoken to a few principals of 
schools built in the 1950s, and they’re raving 
about their schools, saying they’re the envy of 
the system because the quality of the design, 
planning and construction. I’m interested in trac- 
ing the relationship between the ideology of the 
period and the forms which emerged. 


S: | see your work as firmly rooted in an art prac- 
tice, but when | think about your projects and think 
about the audience of Storefront, there are so many 
different access points for people with different 
interests. | can see people coming to this work that 
would never go to a contemporary art exhibition. 


T: This piece (Ciudad Moderna) is particularly 
accessible, which is unusual for me! But seriously, 
all of my work is designed to offer a range of ac- 
cess points. | think very carefully about how the 
viewer enters the work. An example would be The 
Red Wall—a project I’ve shown in different ver- 
sions in various museums, including the Queens 
Museum here in New York. The main element of 
this piece is a giant red wall, an incredibly graphic, 
emotional “flag” for the viewer. The piece always 
consists of this red wall and a second element, 
either a text, photograph or drawing. This other 
element is a summary of my research into Mod- 
ernist architectural polychromy up to that point. 
The piece offers very polarized access points. For 
instance, the latest version, about to be inaugu- 
rated in a gallery in Oslo, displays this very dense 
text about the battle between Le Corbusier and 
Theo van Doesburg on the subject of architectural 
polychromy in the 1920’s. The text is an analy- 
sis of that conflict, and is definitely inaccessible 
to some viewers (laughs). It would be thrilling for 
an architectural historian — “finally someone who 
speaks my language!” In contrast to this text you 
have the red wall, which is the most basic graphic, 
accessible even to a newborn baby. That’s the 
most polarized | get in terms of accessibility. 


ld say Ciudad Moderna has all sorts of access 
points, including an unusual one for me which is 
this very seductive, entertainment level, which 
| usually don’t play with in my work. It’s a really 
unusual piece that way. The piece is installed at 
Storefront in a way that the entertainment comes 
last. The viewer first encounters a series of prints 
that were made from the video. In other words, 
when the viewer walks into the Storefront exhi- 
bition space they enter a straightforward exhibi- 
tion of black and white architectural photography. 
When the viewer later enters the projection space 
of the video they encounter the source for that 
photography, and realize that these photographs 
were actually extracted from a film. 
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S: | want to ask you about one of your most recent 
project: your intervention in the collection of the 
Carrillo Gil Museum in Mexico City in which you 
created a series of new interior spaces within the 
galleries of the museum to re-hang works from 
the collection. It’s such an interesting project in 
terms of context. You have taken works from the 
collection out of the museum context that we un- 
derstand, and created a new context to see the 
individual works. When | first saw the installation 
shots | did not know that you created the interiors, 
| thought they were original. 


T: Like they could be taken from a 1950s Enrique 
Del Moral monograph... 


S$: think you’re taking architectural representation 
to a completely different scale. For instance you 
had a series of brise soleil’s built for that show to 
divide the spaces. In a sense you are both repre- 
senting and creating space at full scale. 


T: Perhaps my experimentation with those kinds 
of spaces started with the Projection Pavilion | did 
last year, which was the centerpiece of the show 
| did at Laboratorio Arte Alameda: among other 
things, it was the support for the projection of the 
video Ciudad Moderna. It was my museography 
for that show that led to the invitation to do the 
Carrillo Gil Museum project, which just opened a 
month ago. For the Carrillo Gil, | created a series 
of “display interiors” in which to show off the 
museum’s collection. My hanging of the collec- 
tion, entitled Practicas publicas/Vidas privadas, 
was designed to question the mythology which 
has been built up around the great Mexican Mod- 
ernist painters, such as Siqueiros and Rivera. | 
contrasted their heroic, public, political sides with 
their activities in a more private realm, namely 
their production of easel paintings for bourgeois 
collectors’ homes. It was an opportunity to set 
up these display interiors which would evoke the 
Modernist homes of the Mexican bourgeoisie. 
Like full-scale representations of the interiors you 
see in the video Ciudad Moderna. 
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You could say the beginning of my work with ar- 
chitecture was my work with the pavilion typol- 
ogy. | was doing work about display before—the 
relationship between museum display and mer- 
chandise display—and what kind of aesthetic 
apparatus they share. | was also interested in 
the problem of use-value: For instance, when an 
object is put on display—say, an umbrella, nor- 
mally used to shield you from the rain—it ceases 
to function as that object, and becomes a model 
of itself. Its function is suspended. 


| was looking for a similar model within architec- 
ture, and the pavilion presented itself, and that led 
to all this other work with pavilions and display. The 
Carrillo Gil show comes out of that specific inter- 
est in display and architecture. The pavilion proj- 
ects are all being brought together in a book called 
“Display Architecture” coming out this autumn. | 
see the pavilion as another form of representation. 
This object is a model for itself, it represents itself. 
In a way, the pavilion represents architecture at 1:1 
scale, on a scale you can actually enter. 


S: Like a full-scale model. 


T: Exactly. The two pavilions I’ve designed—The 
Bicycle Pavilion and The Projection Pavilion— 
allow the viewer to enter them. These are archi- 
tectural spaces, but they also feel like models. 
There’s both a familiar and uncanny feeling inside 
ilions, and the same kind of thing oc- 
curs in the Carrillo Gil show, where I’ve recreated 
domestic spaces within the museum. The viewer 
enters these kinds of display spaces and imme- 
diately all sorts of things are triggered: it feels 
like domestic space, like institutional space, etc. 
Hopefully there’s a weird kind of vibration that 
occurs between those distinct notions of space. | 
think that did occur in the Carrillo Gil show—a bit 
of confusion, a bit of “where am |?” 


S: I’ve only seen the installation in photographs. A 
building or pavilion you can identify because it’s 
autonomous, but these interiors—these environ- 
ments you’ve created—are disorientating, even 
in the representation of them. It wasn’t clear to 
me as we looked at images of the show what you 
did and what already existed in the museum. This 
is of course in part because | do not know this 
space. Upon looking closer, and | imagine this 
must be true of being in the space, there is some- 
thing off and indeed jarring about the spaces—for 
example seeing a Siqueiros painting in a modern 
bourgeois domestic interior. The installation both 
complicates and reveals something about our 
relationship to the work in the Carrillo Gil collec- 
tion and with certain preconceptions about these 
artists and their work. 
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T: Well, | was building brises soleils in the space, 
| was paneling the walls with wood. These were 
period signifiers of domestic space that were very 
strong. | think this show was about generating 
these interior spaces, but equally about interven- 
ing in the architecture of the museum. | think it’s 
that threshold between something that’s abso- 
lutely about the architecture of the museum and 
the creation of these kind of “decoy” or display 
spaces that makes the piece vibrate or resonate. 


YIOA MAN ‘S8JUCAIBD O}N}}SU| 

AYO ooixayy ‘okewe, OulNy oasny| 

B0Ua/O/4 ‘elpey\| PUe siNOSYo JO JeEANSE+ eUOIPeUIE}U] YS 
uleds ‘o\je}seD ap luesodwisajuoD yy,p ledsy 
PUpeYy ‘eYOS eulsy ep ep O4jU9D JeUO!IOeN OSsny| 
:‘Huluaas9s 

sued ‘anbixey| np jeunyng e4jUu99 

AyD ooixayy ‘epewely ey ouoyesoge] 

ulpag “e494 Yt] evale5 

SUeY ‘Uequue] UDA, BLE;e5 

:U01}e]/2}SU] 


:‘WNUYAGOW GVGNID 40} SANNAA SOIAAYd 


“‘Hoplessnq puke ulleg “exo H+ ee8/e5 
Aq pejueseides SI J8MOD BOUAIE] “Ul|JOG/e}SEL] ‘sSeid OPeAeN Aq 
ainjoayiyoiy Aejdsig pue ‘pupey|/AuO ooKxey| Wen, /Uey Aq ee 
-PO| PEPNID :44OM S,J8MO5 UO PayUsi|qnd aq ||I/M Syoog OM} ‘900Z UI 


“AUD 140A MON 
pue ‘AUD oolxeyy ‘AUBWUad ‘auBOjOD JO} sjyoslfoud ollqnd peyealo 
sey pue (sajebuy So7] ‘SSaid HY HEWS ‘Sa]ON 9 SUO!}EJSN||| ‘S8O!p 
-uaddy Bulpnjoul) sajdiqyjnuu pue suol!pe usAes peysijqnd sey ay 


*(SalouapUe]) 8IN}SU] Ly OOSIO 
-uel4 UeS au} pue ‘(Oaiqns jepejuNOD eu) Uy AleJOdLUa}UOD jo 
wunasny Japinog ‘(apiquny afesed) Oo!KXe/\| ap pepniD eB] ap Cesny\ 
‘(pUaAL JeNJdedUOD ay) OA MEN ‘OLWeg jap Casny| |[¥ Se YONs seu} 
-ua0 Ye PUL SWINESNUW |eJAES JO} SUOIJIGIUXe payeino Sey JOMOD 


ureds ‘ojja}se9 9p luUeIOdWa}U0D YYy,p ledsy pue 
DUO, MEN ‘Sa]UBMUED OFN}SU] ‘Aje}] ‘BOUBIO|4 ‘JEANSE4 eIDSy pue 
ainwosyyoy abe! ‘pupey| ‘eyoS euley ayy ap ajUeD jeudlOeN 
oesny| ‘sueq ‘Uequie] UOAA ye PeusaJOS Usaq SAY SOSPIA SIH 


‘(Sally SousNg ‘e}ejOD9aY OujU9D pue {|IZe1g ‘equuND 
‘EINACID ep eIISO|\ [X ‘eqny ‘eueqeH ke] ap jeualg |||X) COWeLUY UTE] 
pue ‘(sued ‘anbixayy np jaunying eujueD pue ‘aque UOAA aLajed) 
aoued4 ‘(UUOg ‘}N}SU] SPYOSHO}SIUJSUNY ‘UlLEg ‘eyo Yt eueeH 
‘Bizdie7 ‘suny eyosissquebyeZ JIN} euareD) AUBWUED ‘UaANcoUe/ 
‘uaey yeedsyy ‘emeno ‘Lop Avayyed f0}UOIO] ‘jUe|q JAMO SUL) 
epeuey ‘(epowely ey OUo}esoge] ‘oueolxey| ayy elajey ‘od 
-OUD |eP OasNy| {ID o||WeD spy ep OCasny| ‘xewiNr UgIDD9|OD e7) 
AUD OdIXE/| ‘( OA MOEN ‘WINesny| SusENH ‘7 ‘wnesny| JewWWeY 
VION ‘uo}sog VOI DUO, MeN “We}UED Ly AWesOdW9}U0D LS SOA 
MON ‘OINPSPYUW PUe LY JO} }UOIJ910}S) SF) 9} Ul SLUNeSNW puUe 
seuae6 ul 440m sly peyqiyxe sey aH “AyD CoIxeyy pue AUD JOA 
MON UVEMjEq HulyJOM A|}USUND Ise UeIPeUeD & S| JaMOD a9Ua/aL 


LEFT: 
5 Notable Pavilions, 2005. Photograph: Ray Anastas 


BELOW: 
El pabellén de proyeccion, 2005. Laboratorio Arte Alameda, Mexico City. 
Photograph: Jorge del Olmo 


Practicas puiblicas / Vidas privadas, 2006. Museo de Arte Carrillo Gil. 
Photograph: Israel Deleon 


The Bicycle Pavilion, 2002. Coleccién Jumex, Mexico City. 
Photograph: Francisco Kochen 


S: The same thing happens with the video you 
made of the series of cardboard models: 5 No- 
table Pavilions. It’s through the video you’re able 
to accept access to the space at that scale. 


T: Yes, that was a study of Modernist pavilions. 
For me, the piece is about layering media on top 
of other media. About re-representing things. First 
of all, these things that we call models are actu- 
ally scale reproductions of the original pavilions. 
These scale reproductions get translated into still 
photography, then later into video, which is later 
projected large. At this scale, the body is invited to 
have a relationship once again with the volumes 
and spaces of those pavilions. You could almost 
do a reading of all my work through the idea of the 
body’s understanding of space. That’s at the root 
of the 5 Notable Pavilions project. Do these things 
small, then project them large. You end up with 


something reminiscent of Mies van der Rohe’s 
photo-murals. Images of architecture projected to 
such a huge size can trick the body into feeling 
that it is inhabiting those spaces. A photo-mural 
of an interior offers a continuation of the space of 
the viewer. It’s an illusion that occurs on several 
different levels, not just on the visual, even the 
corporeal level. 


S: In terms of representation, this piece also creates 
a sense of confusion with regard to what the media 
actually is. The film of the model almost feels like 
a rendering. It could be digitally generated. 


T: Yes, that’s what the immediate response to this 
piece was: “Wow, was this done digitally?” But no, 
it is an actual filmed tour of this group of models. 
There were little elements left in the video which 
were flaws which occurred during the shooting of 
the piece: some focus issues, some bumps, etc. 


These trigger an awareness that these models are 
actually existing in space. 


Coming back to Ciudad Moderna, one of the rea- 
sons I’m excited about showing it at Storefront is 
that when the video is presented as an installation 
and projected to the right scale, the still photo- 
graphs which pull out of that film footage become 
photo-murals. I’ve always thought of the images 
in my video work in this way. To me, the black 
and white Ciudad Moderna stills really become 
“Miesian” photo-murals with all the same sense 
of illusion, the extension of the space, etc. Again, 
| hope this occurs on an intellectual as well as a 
corporeal level for the viewer. So when the piece 
is set up correctly the viewer should have these 
kind of “photo-mural moments.” 


